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Abstract 
Alison Stratified Cooperative Storytelling in Dissociative Identity Disorders:  
A Dynamic Installation 
Matthew Alan Smith 
Theo Artz 
 
 
 
Interactive storytelling is a means of creating a collaborative environment in 
which the viewer can affect information presented within the storyline. Allowing the 
viewer this control makes for dynamic narratives that blur the line between author and 
viewer.  The author predetermines associations between the viewer’s actions and the 
changes to the information presented.  The viewer’s experience in an interactive narrative 
is influenced as much by the means of interaction as by the content they are 
manipulating.  Interaction or the wishes of the viewer can be inferred from the viewer’s 
natural movements; this inference frees the viewer from constantly needing to consider 
and select options.  This removal of the distraction of picking every nuance of change is 
possible with a system that can interpret the viewer’s actions and create meaningful 
indirect manipulation of the information presented from that interpretation.  A wide array 
of information and possibilities for changing presented information can come from 
actions as simple as choosing when and where to move.  Within such a system, the 
viewer is conscious of his or her influence on the content and able to engage with the 
story without worrying about how his actions will directly affect the story’s components.  
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In this project, different plot elements are presented based on the viewer’s 
movement within a physical space.  We address theoretical considerations regarding the 
use of interactive storytelling and of physical movement as a form of interaction.  We 
also discuss the implementation of the system that controls the presentation of story 
elements.  The system is meant to be dynamic and expandable to allow for a variety of 
story components and overarching themes, and to give the most freedom to the author.  In 
the thesis’ installation, the story elements center on a fictional representation of the tragic 
events leading to the development of dissociative identity disorder in a young girl named 
Alison. 
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Introduction and thesis overview 
 Interactive fiction allows for a story to be told differently with each telling.  
Interactive stories have been presented in many forms, allowing multiple ways for the 
audience to interact with the storyteller.  The majority of these stories ask the audience to 
make conscious decisions about what story elements they would like to change and how 
they would like them to be changed. However, the viewer can provide information 
without having to interrupt the story to perform the interaction.  This information can 
then drive the changes to the story’s elements without the viewer being aware of and 
distracted by the effect they are having on the story they are receiving. The removal of 
deliberate action-response style interaction frees the viewer to become more engrossed in 
the story. 
 This thesis will culminate in an installation in which a viewer passively alters 
story components without the interruptions and distractions usually involved in such 
decisions.  It obtains two types of information about the viewer that it uses to produce the 
effects on the story components.  Primarily, it tracks the viewer’s position within the 
physical space of the installation.  It also tracks how long the viewer chooses to spend in 
any particular location.  The tracked locations are positioned around four displays that 
present the story components.   
 This thesis is guided by interactive storytelling theory as well as the practices of 
interactive installation work that preceded it.  Use is made of modular content that allows 
for great expandability and re-use of the core system with various stories and content.  
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The content chosen for this installation is a fictional abstraction of documented cases of 
dissociative identity disorder (DID), a mental disorder in which a person displays 
multiple distinct personalities.  DID was chosen because it matches well with the primary 
interactive storytelling method Parallel Streaming Structure. (samsel et al 1998) Like 
Parallel Streaming, DID deals with alternate perspectives of the same events.  The 
installation’s various elements, including it’s spatial layout, reconnect—to the central 
theme of DID.  
 The development process allows for the challenges presented by the telling of a 
non-linear story.  Components are created that drive the overarching plot of the story but 
allow for variation in the telling and details.  A system is devised for controlling the 
usage of the various story components through the manipulation of a numeric 
representation of the viewer’s location and movement through the space. 
 
 
Background 
Interactive Fiction Foundations 
Walker - Piecing Together and Tearing Apart: Finding the Story in Afternoon 
In her essay, Piecing Together and Tearing Apart: Finding the Story in Afternoon, 
Walker explores the reading of a hypertext story named Afternoon.  Hypertext presents 
the viewer with a digital page of text.  Within the text, particular words are chosen by the 
author to be connected to other pages of text.  In interactive storytelling, the hypertext 
format gives a lot of freedom to the viewer as he receives a new page of linking text with 
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every click. Works like Afternoon use hypertext’s ability to interconnect sections of text 
(“story nodes”) to create a cooperative storytelling environment.  The story the viewer 
receives is controlled by the links within the text they choose to click.  In hypertext’s 
cooperative storytelling, the author pre-determines all the possible story elements but the 
viewer will only ever see a portion of it based on the choices he makes.   
A viewer who haphazardly clicks through a hypertext narrative may have 
difficulty following the story, becoming confused or frustrated to the point of giving up.  
The viewer could lose the story thread if a few choices end up breaking the chronological 
order of the plot.  In a traditional narrative, when there is a departure from the typical 
temporal flow, it is marked within the story with indicators such as “Sally remembers…” 
In hypertext stories, there are far fewer temporal references or means of placing the new 
events and information within the bounds of what is already discovered. This ambiguity 
about time and space is the strength of the medium.  Without the ability to distract the 
viewer from the linear narrative components, the viewer wouldn’t be free to create his 
own variation of the story.  It is the author’s job to empower he viewer to create his own 
narrative understanding from the information provided based on, and regardless of, the 
choices made or the order in which story components are received.   
 
 
Miller - Digital Storytelling: a Creator’s Guide to Interactive Entertainment 
In Carolyn Miller’s book, Digital Storytelling: a Creator’s Guide to Interactive 
Entertainment, the author proposes a method of how to understand the interaction 
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between a viewer and the media, through an analogy of human communication.  Using 
the action-response as a basis for this analogy, Miller argues that in cooperative 
storytelling environments, the viewer performs an action resulting in a response from the 
system which results in another action from the viewer.  She compares the structure of 
this interchange to the structure of communication; a viewer (subject) performs an action 
(verb) that affects the outcome of the piece, and the system responds in a way that affects 
the viewer respectively.    
 
Figure 1: Miller’s communication cycle 
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As Miller explains it, the degree of variance in the conversation is based on the 
control structure in place for that particular media object; the author can use the viewer’s 
goal as a means of control.  A goal is most effective when it is specific, simple to 
understand, highly desirable, and challenging for the viewer or protagonist to achieve.  
Most stories and games build the narrative around such goals.  Stories in which the 
protagonist lacks a goal are typically duller in plot and less engaging.  Obstacles are 
equally essential, both in interactive and passive media.  Without any threat or 
uncertainty to the protagonist, there is little dramatic tension to keep the viewer wanting 
to continue.  Aspects of the interactive story conversation are the same as in passive 
narratives; however, the role of the viewer needs to be considered in writing interactive 
media.  The viewer’s perception of the piece is controlled greatly by the way in which the 
content is delivered.  In particular, the viewer’s perception of the story is greatly 
influenced by the information he is prevented from seeing. 
Moreover, characters play a key role in the viewer’s experience. Strong characters 
beset by difficult trials evoke emotional responses in the viewer. Interaction can be used 
to enhance this connection between character and viewer, especially if the interactions 
directly help the character overcome obstacles.  In these cases the viewer has more of a 
vested interest in the outcome of the character’s trials. 
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Stansberry - Labyrinths, the Art of Interactive Writing and Design 
In his book Labyrinths, the Art of Interactive Writing and Design, Stansberry discusses 
designing interactive narratives, which entails the creation of associations between the 
actions preformed by the viewers and the content presented to them.  He creates an 
organization for the interactive media design process which breaks it into three primary 
areas of focus: content, tasks, and navigation.  Stansberry defines content as the raw 
material through which the viewer navigates.  He points out that the challenge behind the 
creation of the content is that each segment can be viewed in any order or at any time.  
Since the author has limited control over what order the material is viewed in, he must 
ensure that no particular order be required to retain coherence.  The content as the 
response from the system must correlate with the viewer’s communications.  Tasks are 
what the viewer will do or accomplish with the content depending on the choices he 
makes.  Navigation is the means by which the viewer accesses the content.   
The Interaction is what allows a conversation between the system and the viewer, but it 
also threatens the linear flow or underlying structure which gives order and meaning to 
what the viewer is seeing.  Regardless of the viewer’s choices, the story flow needs to 
remain unbroken.  The author can utilize dramatic elements such as plot, character, point 
of view, setting, style, and theme to maintain the “flow”.  The author can exert control by 
removing the viewer’s influence over elements, such as the point of view.  This limitation 
will produce a point of reference that will hold the events together for the viewer and 
provides the structure for the piece. 
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Samsel et al. - Writing for Interactive Media 
Planning the options that can be presented to the viewer is essential if one is to ensure 
that the author can visualize and understand all possible outcomes. In Writing for 
Interactive Media, Samsel et al. provide a comprehensive look at the most common 
patterns or geometric structures used to represent interactive systems, and in doing so 
provide the basis from which a coherent system of navigation can be extracted. The most 
common and well known of these patterns are the branching structures in which set 
decision points bifurcate the narrative flow and force viewers to choose which path to 
follow.  These structures are popular because they embody the fundamental component to 
interactivity: choice.  In contrast to linear stories, interactive stories have less rigid 
confines on the development of plot and character.  The introduction of choice requires 
multiple structures of conflict and resolution as well as the possibility of entirely different 
character development and the creation and development of action.  This provides 
logistical challenges for the author, since the viewer typically sees less than half of the 
total content.  The branching structure forces the author to produce far more content for 
the same length piece.  Many options have been devised to alleviate this problem.  The 
use of forced paths in a branching system gives the illusion of choice but ends up 
coercing the user down a set path.  Bottlenecking provides a similar method: though the 
viewer’s decisions have immediate effect, the story will eventually return to a set path 
regardless of past choices.  Systems with bottlenecks work well with first-time users, as 
they can give the appearance of a far more complex system without nearly as much 
content creation.  
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Samsel et al. also define the idea of “Parallel Streaming” as a structure which “describes 
many states or paths that exist simultaneously.” (see figure 2) An interactive story 
following the parallel model would give the viewer the choice of which perspective to 
view events from.  Time typically acts as a control factor for the parallel structure. The 
viewer is required to decide what perspective to view a particular event from. Once the 
event has occurred, the viewer can’t view it from an alternate perspective without going 
back to the beginning.  The live performance Tamara is an example of this structure.  
Tamara is a performance that takes place in a number of interconnected rooms.  
Members of the audience are invited to walk around the space with a particular character. 
As action is underway in all the rooms simultaneously, multiple viewings are required in 
order to experience the entire performance, although each viewing contains an 
independent and comprehensive narrative.  Staying with an individual character provides 
the viewer with a limited and constrained viewpoint.  By asking what each character 
experiences in the overall plot, the author can effectively design relative variations within 
a purposeful structure.  
 
 
 
Figure 2: Samsel’s Parallel Streaming 
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Multi-linear structured stories, states Samsel et al., are capable of a wide number of 
outcomes controlled by a nearly constant flow of communication from the viewer. (see 
figure 3)  Constant interaction allows for subtle content adjustments and gives far greater 
freedom of choice to the viewer.  The author of a multi-linear story maintains control 
over the narrative flow by directing which components of the story are affected by which 
interactions. This form of control only works with a large arrays of story components, 
that also enlarge the multi-linear story and make it more expandable.  
 
Figure 3: Samsel’s Multi-linear structure 
 
 
 
Mixed Reality Foundations 
Lindley  - Game Space Design Foundations for Trans-Reality Games 
The means of communication between the system and the viewer influences the 
resulting viewer experience, both in the way the viewer is able to affect change on the 
story components and in the way that the story is presented back to the viewer.  Tangible 
or pervasive space-related input can be used to draw the experience into the physical 
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world of the viewer.  Defined within Lindley’s paper, Game Space Design Foundations 
for Trans-Reality Games, “Trans-reality [games] take advantage of pervasive mobile, 
ubiquitous location-based and mixed-reality technical infrastructures to create game 
spaces that can include physical reality together with one or more virtual realities.”  This 
broad category of games, that simultaneously include physical (actual space in which the 
game is played), virtual (digital representation of other spaces), augmented (space that 
makes use of virtual components to enhance a physical location), and mixed reality 
(which consists of an equal balance of physical and virtual) game staging spaces, is 
organized by the diegesis of the games—the things represented in the game world. 
Diegetically monolithic games are set in a space perceived as a single world, with 
consistent time and space.  The different types of spaces—physical and digital—are 
mixed seamlessly together to create a whole by using consistency in scale and appearance 
and by hiding the barrier of the screen that divides them. An example of a diegetically 
monolithic space was described in Pair et al.’s paper, FlatWorld: A Mixed Reality 
Environment for Education and Training. 
 
 
 
Figure 4: FlatWorld 
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They present a space in which virtual components are used to create the illusion 
of a great space as seen through physical portals such as windows and doors. A 
diegetically polymorphous game has significant discontinuities, causing the game space 
to be perceived as consisting of more than one world.  For the creation of polymorphous 
worlds, the mapping of the digital and physical spaces is a significant matter.  The 
mapping involves determining how the disparate spaces come together. (see figure 5)  At 
which points can individuals in physical space see into virtual space, and what areas of 
virtual space will they peer into?  Isomorphic mapping states that, if virtual world spaces 
are contiguous, the corresponding spaces in the physical world need to be, as well.  Non-
isomorphic spaces, in contrast, allow contiguous physical spaces to be mapped to 
discontinuous virtual spaces.  This means that two spaces can physically be miles apart, 
but their virtual representations can be adjacent.  Non-isomorphic space is useful in 
creating spatial puzzles that interconnect multiple worlds. 
    Page 15 
 
Figure 5: Lindley’s Relational mapping 
 
 
Cheok et al. - Touch-Space: Mixed Reality Game Space Based on Ubiquitous, Tangible, 
and Social Computing 
In the article Touch-Space: Mixed Reality Game Space Based on Ubiquitous, 
Tangible, and Social Computing, Cheok et al. discuss incorporating physical and 
interpersonal interaction into story and game play elements of classic video game 
structure.  In the games discussed in Touch-Space, game play is carried out in physical 
space by recognizing the location of objects and players within the space, and using this 
information as essential elements to drive the game mechanics.  The viewer interacts with 
the system through the tangible manipulation of real and augmented objects, and by 
moving about the physical space.  Tangible game play provides the viewer with various 
levels of interaction as the focus of the viewer’s attention is shifted from the screen to the 
physical space they inhabit. 
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Figure 6: Cheok’s Tangible interaction 
 
Mazalek et al., Tangible Viewpoints: A Physical Approach to Multimedia Stories 
Projects like Touch-Space utilize our skills of manipulation and our understanding 
of our physical environment to control and create digital information. A paper by 
Mazalek and Bavenport, Tangible Viewpoints: A Physical Approach to Multimedia 
Stories, looks at how physical space and objects can best be associated to virtual 
counterparts.  In the case study they produced; chess pieces are linked to various 
characters within a story framework.  Digital feedback on the associated character, 
presented in the form of story components developing that particular character, are 
provided to the viewer when he interacts with one of the chess pieces. This association 
enhances our natural anthropomorphic reactions to the inanimate objects.  The spatial 
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connection provides a system of governing change through physical navigation that is 
analogous to navigating the digital information. 
The Tangible Viewpoints system works with character-centric stories. The 
character’s distinct personalities and points of view move the narrative along.  By 
associating each of the character’s personalities with a particular physical chess piece and 
offering character-related feedback upon interaction with those physical objects, 
manipulating the chess piece is equivalent to manipulating the character.  Through the 
physical control of these characters, a parallel story is formed in a way that is easy for the 
audience to grasp. 
 
Figure 7: Kazalek’s tangible viewpoints 
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Review of Related Works 
Crow et al.,  M-views: A System for Location Based Storytelling 
The physical movement of the viewer is another form of natural interaction used 
to bridge virtual and physical worlds.  When the system reacts to the viewer’s natural 
movements, the viewer is left free to observe the events without having to consciously  
interact with the media object.  The experience that is created is closer to passive media 
in which the viewer can get lost in the content.  An understanding of physical movements 
in interpersonal communication can be used to interpret the viewer’s responses to digital 
information. For example, the simple act of approaching or walking away from an object 
can be interpreted respectively as interest or disinterest.  In Crow et al.’s M-views: A 
System for Location Based Storytelling, Pocket PCs are used to track viewers’ 
movements and give individualized stories to each of them based on what physical 
locations they choose to visit.  For M-views, the primary concern was ensuring coherence 
while providing flexibility in content ordering.  The system relies on “story components” 
that were associated with particular physical rooms in which the events takes place. Upon 
entering the room, the story components would be presented to the viewer on the pocket 
PC.  The individual story elements were created so that clips would not need to be seen in 
any particular order.  No story component could be reliant on another: each acted as a 
self-contained narrative that could be integrated as a piece of the larger whole.  The 
connections between the spaces and the material were also a major consideration.  Story 
components could be associated to one another by the physical distance between the 
locations where they were presented, along with the actual content. This provides a 
layered, more tangible story flow by allowing the viewer to understand the spatial 
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relationship between story components as they physically walk from one location to 
another. 
 
 
 
Figure 8: M-Views 
 
 
 
Believable Environments – Generating Interactive Storytelling in Vast Location-
Based Pervasive Games 
Gustafsson et al.’s article Believable Environments – Generating Interactive 
Storytelling in Vast Location-Based Pervasive Games, presents a concept for “Back Seat 
Gaming”.  Back seat games are games played by children in the back seats of cars.  Back 
seat games rely on the changing scenery presented by highway driving to provide the 
means of advancing the plot of the game. The challenge “is to develop a narrative engine 
that utilizes the movement of the vehicle and the path of the journey to form a sequential 
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story rather than a random anthology.”  Using geographical ‘objects’ such as urban areas, 
forests, and mountains as triggers for events provides the ability to ensure consistency 
between location and content, regardless of the traveled route. When the vehicle 
approaches one of the location objects, the system offers handheld user interaction.  One 
example is that of the wolf story which starts when the car approaches a forest.  The 
viewer is prompted on a hand-held device that he is approaching the forest of the wolf 
and can choose to investigate or not.  Choosing to investigate sets off the wolf’s sequence 
for the viewer to engage in.  By using commonplace landmarks as locations, any forest 
can work.  In the same way, M-views, Believable Environments strived for self-contained 
story arcs, but built its story in such a way that two narrative arcs could unfold 
interchangeably, switching between themselves.  The media elements consist of a visual 
interaction system and an auditory output system. Location was used to trigger the 
events, but the input of the back seat player determined what promps are responded to 
within the framework of the story.  Associations between the environment outside the car 
triggering the event and the information received verbally are apparent, but the locations 
are common enough to prevent the driver from having to go to a particular location. 
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Approach 
Product Goals 
The product of my thesis is an interactive story that relies on the movements of 
the viewer through a physical space.  The hardware component of the thesis consists of 
an interconnected system running on four computers placed within the aforementioned 
space.  The computers display visuals that are controlled by numerical values stored on a 
server that connects the system together. The visuals tell the story of Alison, a child 
developing dissociative identity disorder (DID).  The story is structured on interactive 
storytelling theory.  Interaction is reliant on the movement of the viewer through the 
physical space.  The basis for the interaction is primarily parallel, with each display 
being a separate parallel path that the viewer can switch between by physically moving 
from one display to another. As the viewer moves between the various displays, 
deviations are made to the visuals based on which displays are visited.  The deviations 
add a layer of multilinear story structure to the parallel paths.  Deviations come in the 
form of adding and altering layers of story components to the composite imagery of the 
display that the viewer is watching. (see figure 9)  The deviations are controlled by the 
amount of time the viewer chooses to spend at each display.  The end result is a new 
experience, whereby the viewer’s choices of what to watch become an intuitive means of 
dynamically affecting the story.  
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Figure 9: Dynamic Overlay augmentations to composite imagery 
 
 
 
  Space and Time considerations 
 The viewer influences the presented imagery by moving through a physical space.  
The space has four key locations within it; these are the locations where the viewer can 
see content provided by four distinct displays.  The space is constructed so that no two 
displays may be viewed at the same time.  It also is deliberately maze-like and confusing, 
so as to disorientate the viewer and strengthen his connection with the disoriented 
character. (see figure 11)  For the input system to be successful, the viewer is encouraged 
to revisit previously visited displays.  This encouragement comes both in the form of the 
space’s maze-like structure, where a viewer may accidentally stumble upon the same 
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display, and through the content itself, which is updated to lure the viewer back by asking 
such questions as “what would be different this time?” 
The space itself influences the viewer’s experience, helping to direct the imagery 
viewed within it.  The space enables the author to enhance story components by 
modifying the layout and textural feel of the materials used to break up the space.  For 
example, Alison’s space is tight.  It contains no right angles to accentuate the character’s 
trapped and disoriented situation, or the digital environment she inhabits. (See figure 11)  
In addition, the textual look of the physical material that composes the space has parallels 
with the digital assets used within the digital story. (See figure 10)  Making these 
connections places the character’s situation more closely in line with the viewer’s than it 
would be if the content was delivered linearly on a single screen.   
 
 
Figure 10: Material used in the space creates connections with content 
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Figure 11: Space layout effects viewer experience  
 
The space makes the interaction a more natural form of conversational 
communication.  The viewer is able to walk away from content that does not interest him, 
in the same way that leaving a conversation communicates a person’s disinterest.  The 
physical movement between the screens also works as a physical pause to denote a 
change to the viewer.  The perceived change helps the viewer differentiate between the 
various Alters or alternate personalities he is viewing. 
When the composite imagery is being chosen, two considerations are taken into 
account: time and location.  How long and in what order the viewer has visited each 
display determines the imagery that is presented. Each contains imagery that can be used 
in any of the composites. The associations relate to the underlying content presented on 
the display.  That underlying content is consistent on each display, meaning the 
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animation that is playing on display A will always be the same and always different from 
the underlying content displayed on display B.  This consistency allows the viewer to 
understand the changes taking place, both by seeing how a particular display changes 
over time and by seeing referential imagery of previous displays that they have viewed. 
 
Dynamic System 
A main focus of the work is the creation of a system that augments the visuals 
presented to the viewer based on the movement of the viewer through the physical space.  
The goal is to provide a memorable and individualized experience generated by the 
viewer’s choice of location as his input.  To accomplish this, the system keeps track of 
when a viewer approaches and/or leaves any of the displays.  When a viewer arrives, the 
server that connects the four displays is queried to obtain information the system needs 
regarding the viewer in question. Updated information drives changes to composite 
imagery for that display. If the viewer has never been to any of the displays, the system 
informs the server of the new viewer to be tracked. 
 The display’s system updates the server when the viewer leaves, giving it 
information on how long the viewer watched the content on that display.  The server uses 
this information, along with information on the display that provided it, to update a 
number of variables. (see figure 12) The variables include the number of times the 
current viewer has visited that display, how long the viewer was at the previous display, 
the total length of time the viewer spent at that display, the order in which the viewer 
visited the last four displays, and how long the viewer has been in the space.  These 
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variables are retained for all of the displays and, in combination, create a mapping of the 
viewer’s movement through the space.   
 
 
 
Figure 12 Server variables 
 
 
 The system that chooses and modifies the visuals operates by manipulating the 
values of the variables that the server provides.  Each possible type of image that appears 
in the composite imagery has a driving variable.  The story component imagery is broken 
into a variety of categories based on what they display.  Each category has one or more 
controlling variable.  Which imagery from the category is displayed is determined by 
comparing the controlling variables from the four displays.  Using this control method, 
the display that is most visited and holds the viewer’s attention the longest will have the 
most influence on the visuals. 
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Figure 13 Example of changing imaging 
 
 
 
  Attributes of the individual story components are affected in a similar way.  Any 
attribute such as transparency or saturation that can be affected has a controlling variable. 
The process is handled entirely through equations to make it as dynamic and scalable as 
possible. The imagery being called is labeled numerically to make this process possible. 
(see figure 14)  
Here is the equation used to control what text visuals are shown: 
txtCall = isHighestTotalTime * 10000 + 
(hiestTotalTime/(endingTime/2))*11+1 
 
isHighestTotalTime = a value 1-4 corresponding to the display that the 
viewer has spent the most total time at 
HiestTotalTime = a value corresponding to the amount of time spent at 
that display 
endingTime = the total length of the experience 
txtCall is used to control which of the text visuals, shown below with their 
corresponding label, to display.  The visuals are organized by the display 
they are associated with and labeled with the appropriate 10000th place for 
their display.  In the image below, the thumbnails labeled 10001-10011 
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are associated with the first display, 20001-20011 with the second display, 
and so on. 
 
 
 
 
Figure 14: Lib, Proper numerical labeling of assets is required for the system 
to work 
 
 
 
Secondary attributes of the imagery are controlled in a similar way. 
Here is the equation used to control how much to blend the text image 
layer: 
txtBlend = NumVisitList[isHighestTotalTime] * 30 
NumVisitList = an array that holds the number of times the viewer visited 
each of the four displays. 
isHighestTotalTime = a value from 1-4 corresponding to the display that 
the viewer has spent the most total time at, used here to choose which 
value to use, and to make it the value associated with the same display as 
the  text chosen by the previous equation. 
txtBlend is used to control the degree to which the text layer blends with 
the background layer behind it. 
The other imagery that is placed in the composite imagery is chosen similarly, but 
with different controlling variables. 
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             The system relies on two factors to ensure that there is not a sudden unexplained 
change when the composite imagery is updated; one is the use of multiple camera angles 
for the four displays.  Each of the displays has a wide-angle shot and a close-up of the 
main character. (See Figure 12)  The displays cycle between the two shots to allow 
imagery changes between shots.  The system is also event driven: it will not act until it 
receives information that the viewer has arrived at a particular display.  When the viewer 
arrives, the display receives updated information from the server on the viewer in 
question.  The updated information drives changes to the displayed composite imagery.  
The system waits until a change in camera angle is triggered, then combines the overlay 
imagery with the new camera angle’s imagery.  This prevents imagery from changing 
during a shot that would disrupt the viewer’s connection with the content.  This will also 
ensure that the viewer does not miss any pertinent information, since the system will only 
show the information when it knows the viewer is watching.  Finally, any change to the 
composite imagery is identifiable with the change of shot, working to inform the viewer 
of how much influence he is having on the system.  The offset in time between when the 
viewer arrives and the changing of the imagery also assists in system performance by 
giving time for moving imagery to load into memory.  
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Figure 15: Each display has both a wide-angle shot and close up to switch 
between 
 
 
 
Viewer Experience 
The viewer’ experience is a constant consideration throughout the process.  Time 
has a great influence over the experience.  How the viewer chooses to use his time is a 
prime element that determines what visuals will be displayed.  A finite time period is 
allotted to develop a structure and a climax.  A time limitation provides a marker for the 
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time-based variables to be compared to.  By restricting the ending time so that it is set in 
stone, the content can be skewed to build to a climax and increase the reward for the 
viewer. Perfecting the duration given for the experience would require testing, which is 
beyond the scope of this thesis and discussed in the section called Future Work. 
However, the duration needs to be long enough for the viewer to take in a satisfactory 
amount of content without being so long as to get repetitive and boring. 
Creating a system that requires minimal input from the viewer but achieves 
maximum effect offers a challenge in regards to maintaining the proper balance of 
feedback.  A fine line must be walked between overwhelming the viewer with feedback 
and not presenting enough.  Too much feedback will break the viewer’s connection with 
the experience, while enough must be provided to communicate that the viewer is causing 
change. That, in turn, will encourage further exploration.  Two levels of feedback are 
provided to help the viewer gauge his impact on the imagery.  Instantaneous feedback 
goes out when a viewer first arrives at one of the displays: the imagery on the display 
brightens, darkening again when no viewer is present. (see figure 16) Feedback 
pertaining to the amount of influence the viewer has had is provided by the updating of 
layers between shots; the first shot the viewer perceives on arrival will be unaffected; the 
second shot will show the modifications.  By comparing the two shots, the viewer will be 
able to understand the influence their presence is having.  Furthermore, the viewer’s 
influence will grow over time as he moves back and forth between the displays. So the 
longer he is in the space, the wider the gap between the unmodified and modified shot 
will become. 
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Figure 16: Instant feedback is provided in form of darkening the screen 
when no viewer is present and brightening it when they arrive 
 
 
 
Content Development 
Telling a story through components, rather than using a linear telling, poses a 
different set of challenges.  The story is broken into individual visual assets that infer, 
through their relation to each other, an overarching plot. This plot is not laid out in a 
chronological or event-driven fashion, but instead is ambiguous in its relationship to time. 
Conceptual connections are pieced together to form a narrative flow of related events, 
without any chronological orientation.  For example, a knife and an individual with a stab 
wound can be shown three minutes apart, but suggest a single action.  A story told by 
means of individual components can present a single overall theme or plot to multiple 
viewers. The details, however, are likely to change drastically in each telling, based on 
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the order and usage of the individual components and the viewer’s interpretation as to 
how those components are interconnected. In the previous example, one viewer may 
make the connection between the stab wound and the knife, while another may see a plate 
with meat scraps on it and associate the knife with the half-eaten dinner in their own 
personal perception of the story, thus creating a completely different view of the events.   
 
 
 
Figure 17: A variety of overlay content categories 
 
 
 
Content planning is a pivotal stage in the development process for a non-linear 
story such as this.  The content is divided into a number of categories that are used when 
determining what content is displayed. (see figure 18)  The categories are based on the 
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types of content within the digital space.  Some of these categories include digital objects, 
overlays for the walls of the space, and the character herself.  The content is organized by 
its importance in the overall plot narration, and by the difficulty of construction, so that 
the content is constructed in order of importance.  This allows for the least critical content 
to be eliminated if time restrictions require. Finally, content is organized depending upon 
which physical display, or Alter, it would be associated with. (see figure 19)  Cognizant 
of what particular content pertains to which display, equations were created to determine 
the imagery displayed based on the viewer’s choices of which Alter to watch, along with 
the length of time spent at each display. 
 
 
 
Figure 18: Possible content table 
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Figure 19: Content associations with Alters 
 
  
 
The story components are created with a mix of 3D and 2D digitally-created 
animated and still imagery, which are combined together dynamically as the visual story 
components.  The story told by the composite imagery is that of a young child going 
through a traumatic situation.  Her only defense is to hide within herself and allow 
alternate personalities to take control of her body.  The visualization of the disparate 
Alters requires a digital character that appears to the viewer as several different 
individuals in the way that she moves and interacts with her environment.  To obtain the 
level of flexibility needed, a large amount of the time allotted for the development of the 
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thesis was spent on the development of a control system for the main character that 
allows for a wide variety of intricate facial expressions. (see figure 20)  The controls were 
developed in a layered system with a Graphical User Interface as a higher control 
mechanism and a direct control set up on the face itself.  The individual controls in the 
GUI function influence a number of the face’s direct controls.  This connection allows for 
a much faster workflow for the creation of the large amount of animated content needed 
for a non-linear piece.  Without the time spent on the creation of the control mechanisms 
for the face, the character would not be able to visually transform herself into the various 
personalities of her Alters. 
 
 
 
 
Figure 20: Alison Rig 
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 The amount of content needed to present a story over four screens and with 
various possibilities for interchangeable imagery proved to be broader than a single 
individual could accomplish in the given time frame. To assist, an underclassman was 
approached and paid to help out part time. Tasks were delegated based on need and 
proficiencies, to ensure that the highest quality work could be produced in the shortest 
time span.  
 
Dissociative Identity Disorder 
 Dissociative identity disorder (DID) is a syndrome in which an individual is 
forced to split one’s Psyche to protect the mind from an otherwise intolerable amount of 
suffering.  As a mental disorder, DID cannot be diagnosed until an individual has reached 
an age where the mind has stabilized into adulthood.  When an individual with a divided 
mind reaches adulthood, the recombination of the split Psyche is a far more challenging 
proposition.  Children, however, can naturally move between various personalities or 
behavioral states; this ability is what allows children to develop DID as a defense 
mechanism.  While it cannot be diagnosed as a disorder until a child reaches a certain 
age, DID only occurs in individuals who have suffered prolonged or repeated periods of 
great trauma while they were developing as young children.  Children are able to avoid 
the large amounts of pain and psychological damage that would be caused by such 
trauma by disassociating their core persona and replacing it with a fractured portion of 
their Psyche.  (Stout 2001) 
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The core or Host persona will have no memory of the events, or association with 
the alternate personality that has replaced them, while hiding from the trauma.  The other 
personalities, which are known as Alters, represent various aspects of the total person.  
The way in which an Alter responds to his environment cannot be outside the range of the 
person’s probable responses.  For example, an individual who speaks only English can’t 
develop a French-speaking Alter, nor could a passive, timid individual develop a rage-
filled killer Alter.  However, owing to the extreme conditions which force Alters to act as 
separate entities, they tend to be extremely polarized. (Schwartz 2000)   
Multiple Alters typically develop within an individual to handle different 
situations.  The Alters respond to triggers within their environment that alert them that 
they are needed for a particular situation and must “take control” over the motor and 
conscious actions of the host. Each Alter acts with an entirely different way of perceiving 
and reacting to the situation. A DID Alter’s knowledge and actions are constrained by 
what the individual actually knows and has experienced. Typically, there is a protector 
persona which takes the form of what the individual sees as a strong, independent figure - 
usually a male.  Baby Alters are common, as everyone experiences being young: in most 
cases these Alters are locked in time, never growing beyond a toddler’s age.  Alters also 
tend to be like the adults that the individual sees on a regular basis.  It is typical for an 
abusive Alter to appear which takes after the abuser(s) who caused the host’s division in 
the first place. (Schwartz 2000) 
Each new Alter that is developed or split off tends to compensate for the 
shortcomings of previous Alters.  One of the major symptoms of DID is the black out, an 
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amnesia experience in which the core Alter or a later-developed Alter is unable to 
remember a period of time when he was not in control.  The frequency of these black outs 
typically diminish in Alters formed at later stages.  Some Alters, when not in control of 
the body, are still able to perceive and form memories from events that happen to the core 
or to Alters that preceded them.  In some cases, the various Alters communicate between 
themselves.  
 The previous information was culled from a number of sources, primarily two 
books, Harvey Schwartz’s Dialogues With Forgotten Voices: Relational Perspectives on 
Child Abuse Trauma and Treatment of Dissociative Disorders, and Martha Stout’s The 
Myth of Sanity: Divided Consciousness and the Promise of Awareness.  In Stout’s 
discussion, adult DID survivors of traumatic events are shown to be far more prevalent 
than one might expect.  These DID sufferers, while sometimes cut off from parts of 
themselves, are able to easily function within the confines of society most of the time.  
Stout also discusses how the dissipation of one’s means of reacting to the world is used 
by a still wider populous: different social and physical situations cause different aspects 
to strengthen or weaken as coping mechanisms. DID patients have the added 
disadvantage of dissociation, in which they stop remembering when these shifts in aspect 
accrue, and typically experience more extreme shifts in response to extreme situations. 
 Schwartz relayed stories from survivors of horrific situations who developed DID. 
Through these conversations he forms a broad picture of the causes of DID encompassing 
more than the traumas of rape and domestic abuse. He discusses ritual and organized 
abuse, including entire communities that obtain, abuse, and kill stolen children for 
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recreational or religious purposes.  The following is an excerpt from one conversation 
with an individual who grew up in one of these communities: 
The other ones who they called “nobody’s children” lived in different 
people’s houses. In the basement of some people’s houses, in this country 
anyway, other places it is different and they can keep more children in one 
central place, but here they don’t do it that way. And sometimes these 
people would have real children living upstairs with them. I’m sorry, I 
shouldn’t have said real children, like those others weren’t real, but that’s 
how they used to talk about them, like they were nobody’s children, the 
kind of children who belonged to no one and who you could do anything 
you want with, and you were supposed to be glad you were not one of 
them, and they told you that you could become one of them at any time. 
(Schwartz 2000) 
 
In cases of organized abuse, the survivors share common instabilities; almost all suffer a 
large degree of guilt for surviving, as well as feeling helpless and constantly afraid, in 
most cases they can only speak of the events for short periods of time because they fear 
the retribution of the group even years later and miles away.  A non-believing greater 
public reinforces their feeling of hopelessness; the abusive groups use this as a male DID 
patient states: “They think everyone else is stupid and worthless anyway.  And they laugh 
because no one believes this is going on, so they know no one will stop it… No one 
stopped it then, and no one is stopping it now, so they must be right.”  The use of child 
abuse and sacrifice as a religious practice masks the violence in a veil of theological 
dogma producing even greater challenges for the children involved by creating the 
illusion that the abusers are in the moral right. 
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Content: Alison’s Story components 
 
Alison’s story is an extreme example of a set of circumstances that could shatter 
an individual’s personality.  The events are based on recollections of multiple DID 
patients who were victims of group or cult abuse during their childhood.  These true 
stories are modified and exaggerated to form the fictitious plot of Alison’s upbringing.  
Alison was born into a small community with religious practices that honored a young 
sacrificial goddess figure.  This martyr was tortured and killed to prevent the people from 
falling into damnation.  The individuals that performed the ritualistic murder used fear to 
control the masses and the promise of protection to instigate the torture and killing of 
young girls in re-enactments of the martyr’s final hours.  The children known in the 
culture as “nobody’s children” are kept like livestock in basements and hidden rooms and 
brought out for occasional sessions of ritualistic torture.   
 Chronologically, Alison’s story starts with the murder of her parents and being 
taken as one of the “nobody’s children.” However, the story is not presented to the 
viewer chronologically.  It is introduced by a welcoming display that the viewer will 
walk past upon entering the physical space.  What is shown here is an explanation of the 
installation and how to use it, and an animation of Alison in which she will approach the 
camera from out of darkness and address it directly. (see figure 21) This will be the only 
time during the piece that she will speak directly to the camera. The purpose of this 
opening sequence is to grab the attention of the viewer and leave unanswered questions 
that will drive further exploration of the space.  To this end, the viewer will be presented 
with the speech “I’m in there somewhere, all of me,” as Alison signifies the space the 
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viewer is about to enter. A sudden change in Alter will occur, the new Alter pointing out, 
“they will kill you for knowing.” Finally, she will run off screen with the question, “who 
am I?”   This series of events introduces the viewer to the character, establishes that she is 
not entirely stable, and suggests a group of protagonists. 
 
 
 
 
Figure 21: Opening informative text 
 
 
 
 The order in which the viewer receives the remaining story components is 
malleable. The time period in which the piece takes place is left purposefully vague, 
except that it is during Alison’s development as a “Nobody’s Child.” Alison could not 
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yet be qualified as a DID sufferer, as her psyche still has the capability of recombining if 
she is removed from the situation which caused her to form her Alters. However, 
especially in this developmental stage, it is possible for Alison to have a large number of 
Alters sharing her identity. Four of Alison’s Alters are the focus of the underlying 
animation, each constantly viewable on one of four displays.  These Primary Alters will 
share the same appearance, but will vary greatly in their onscreen actions.  It is the  
variation in these actions that reveals the different ways in which Alters of a DID patient 
perceive and react to the world.   
 
 
 
 
Figure 22: Alison’s multiple Alters 
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The Primary Alters do not speak or interact with the audience; the audience is 
meant to have a voyeuristic experience in its relationship to them.  The actions of the 
Alters all have layered meanings.  At the simplest level they represent Alters typical in 
DID cases.  The Primary Alters include: The Host, a representation of the abusive 
authority figures within the community (The Priest); a Toddler, and a protective male 
persona who takes after the males she sees as being the strongest, (The Abusive Guard). 
Each of the Alters’ animations also corresponds to other aspects of her life.  The host is 
permanently trapped in a dream world in which she is constantly flowing backwards 
through time.  Her sequence is an indication of the general flow of time for the piece 
(backwards) and directly relates to the ending animation.  The ending, which takes place 
in the same field as her dream world, is the first event chronologically in Alison’s life 
that is shown during the experience, her capture and the death of her parents.  The use of 
this environment for the host’s animations is to demonstrate her being stuck at the 
moment of the first split in her persona, making reference to her inability to remember 
any of the events that were experienced thereafter by her various Alters.  The Priest 
shows a scale version of the rituals that are performed upon Alison; she performs these 
rituals on a doll in the playful manner of any child playing with a toy.  The goal of this 
sequence is to demonstrate the contrast and irony of the childlike action being perverted 
by these acts of torture, just as the child’s life is perverted by the tortures performed on 
her.  The Toddler similarly embodies the contrast between innocence and the horrors 
inflicted on Alison and the children before her.  The Toddler is seen playing with a small 
statue, the statue being that of the first martyr, but the baby chews on it without paying 
any attention to what it is or what it represents, until it slips and hurts her mouth, causing 
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her to discard it in a tantrum.  The irony here is that the object represents everything 
wrong in this individual’s life, but she pays no heed to it until it physically hurts her. 
Ignoring the problem until it directly affects you is a commentary on the social structure 
that would allow such tortures to continue, with the thought: “as long as it’s not my 
child.”  Finally, The Abusive Guard represents recurring theme in DID cases, the abused 
becoming the abuser and the negative consequences resulting from the DID defense-
mechanism. (Schwartz 2000) 
Other content usable within the composite imagery are: objects; hallucinatory 
objects; wall-text overlays; secondary Alters; primary Alter overlays; stand-alone 
imagery; global augmentations; and audio overlays.  The objects and hallucinatory 
objects are 3D stills of artifacts in Alison’s life during her childhood, the hallucinatory 
objects those that she sees as a result of her growing mental instability.  The wall-text 
overlays are scribbles on the wall as if by a child or group of children, the texts 
paraphrased quotes of DID survivors from Schwartz’s Dialogues with Forgotten Voices. 
The secondary Alters are two animations of secondary Alters that join Alison’s primary 
Alters within the digital space.  As with the hallucinatory objects, these Alters represent 
Alison’s failing mental stability.  The stand-alone content is shown in between the shots 
of the primary Alters in the form of stills or animated sequences of events in Alison’s 
life.  The primary Alter overlays are modifications of Alison own appearance that will 
become more visible as time goes on, and will ultimately create more of a connection 
between the various Alters. The stand-alone content builds in intensity by showing the 
viewer longer sections of content. In the beginning, the viewer will only get quick 
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glances to pique interest, but as time progresses, he will receive more complete sections 
of story-driving animation.  The global augmentations will change the entire stage.  The 
audio overlays, which consist of readings by the actress voicing Alison, are derived—as 
is the wall-text—from the quotes of DID survivors.   
 
 
 
 
Figure 23: Stand-alone imagery 
 
 
 
The digital story components were designed to blur the line between Alison’s 
living space and her mental space.  The viewer’s physical space is also meant to be 
representative of Alison’s mind, with the confusion broken only by glimpses of her space 
as seen through the eyes of her various aspects.  The content pieces include impossible 
yet seemingly physical hallucinations, multiple Alisons present at the same time, and text 
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written in the hand of a child but with the language of adult DID patients, all within an 
irregular space.  The breaking up of Alison’s space and the incorporation of real quotes 
keeps the viewer wondering what is real versus what is in Alison’s head, and will 
increase the variety of stories that the viewer can leave the experience with.  A viewer 
who takes all the imagery at face value will have a different story than one who sees the 
entire experience as a hallucination or memory of Alison as a grown individual, seeing a 
mixture of false memories.   
 
Future work 
 For the purposes of complete automation, and to further conceal the system from 
the viewer, the means of tracking the viewer’s movements will be changed from 
requiring the viewer to indicate his presence though keyboard interaction, as is currently 
the case, to a system that uses motion tracking of uniquely identified hardware such as 
RFIDs or infrared tracking.  This technological advancement will greatly enhance the 
viewer’s experience by removing any interaction requirements and allowing uninhibited 
freedom to explore the space.  The piece can also be expanded in multiple ways; at the 
lowest level, the number of story components can be scaled easily with the current 
system architecture.  Thematically, the content is also exchangeable.  The same system 
could include any type of content, though any change in the space would of course 
require a change in content.  Finally, the piece is also expandable in the number of 
displays placed  around the space.  Repeat displays could be used, or new content could 
be developed to expand the visuals along with an enlargement of its physical dimensions.  
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Other usages of the space as a part of the story delivery are also a possibility.  Some 
examples of potential enhancements include the use of live actors within the space, or 
adding various materials to the display surfaces to augment the look of the visuals.  
Future research will look into improving the time and space layouts.  Information can be 
collected to individuals’ travel patterns while in the space, and viewer feedback could be 
obtained in the form of exit interviews. 
 
Conclusion 
Viewers have had the opportunity to experience the space on two occasions. 
Feedback was collected as each viewer left.  The experience was viewed as being unlike 
common forms of story presentation.  It’s deviation from the audience’s expectations was 
found to be both the method’s strength and weakness. Using space as part of the 
presentation was the largest variation, followed closely by the use of background 
elements to imply and develop much of the story. As a result, most viewers were 
unnerved or taken aback by the imagery, both in the physical and in the digital space.  
The understanding of Alison’s situation varied.  About half understood the association 
between the Alters and DID. Those who did not understand were nonetheless conscious 
of her horrible situation and the fact that she would fall outside of the cultural and 
psychological norm because of it.   
The keyboard input caused the most distraction from the story’s content, much 
more so on the first installation than the second. Part of the difference between the two 
installations was an improvement to both the feedback and the animation displayed at the 
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front of the piece.  The animation up front was used more as a training tool and provided 
more informative about what the viewer needed to do within the space.  As was discussed 
in the section on future work, the keyboard needs to be removed from the system to truly 
optimize input.  This would also eliminate a problem that some viewers had finding the 
correct key in the installation’s darkened atmosphere.   
At some level, all of the viewers were aware of the changes that were taking 
place, though many didn’t know exactly what was dynamic and what was consistent 
without exploring the space multiple times. Neither fact is a surprise, as the informational 
animation shown to all viewers at the outset tells them that they will be having an effect, 
and the number of possible changes makes it both hard to miss, and at the same time hard 
to see and appreciate every detail. Another prediction proved true in that viewers had no 
way of knowing the exact change that would take place after a visit to a particular display 
for a particular amount of time, but knowing that they would be provided with more story 
components as they moved along was enough encouragement to keep them going. 
The amount that a viewer absorbed of the overall story from dynamic content was 
directly linked to how often he moved from display to display. An unexpected 
phenomenon occurred in regards to repeat visitors.  Those going through for the first time 
were more likely to be timid and stay at each station they visited longer, but on later trips 
the same viewer would move more often and grasp a greater understanding.  When asked 
about this situation, one viewer explained: “it’s because I knew the ending was coming.” 
The ending acts as a time constraint, one that is an unknown on the first walk-through. 
Once the viewer understands the immediacy of the situation, it becomes an issue of, “how 
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much can I take in before the finale begins?” Another advantage for return visitors was 
knowing what kinds of changes to be watching for, and consequently deriving more from 
the dynamic content. 
The spatial use definitely had an effect on the experience, as opposed to 
displaying the content on a single screen.  The control of light and sound within the space 
in particular enhanced viewers’ connection with the situation and made it more unsettling 
than it would have been otherwise. Both light and sound were used to draw the viewers’ 
attention to the screens, which were the locations of interest. The light was intentionally 
kept low in all locations apart from those areas where content could be viewed. This use 
of lighting had positive and negative effects, the positive being that it was easier for 
viewers to find the displays, the negative being that viewers often missed physical details 
in the space itself.  A balance between the two will need to be achieved for future 
installations.  Suggestions were made to provide miniature flashlights or to place glow 
sticks or dim lights behind the walls to provide more ambient light.  The sounds that 
could be heard in the space amounted to a mixture coming from each of the four displays, 
which worked as a beacon.  A queuing of voiceover sounds when a viewer left a display 
was effective in providing whispering in locations where the viewer wasn’t present. 
These whispers worked to entice the viewer to continue exploring and prevent the viewer 
from remaining at one display for too much time. 
The success of the DID presentation is difficult to gauge, as none of the viewers 
had had any personal experience of the disorder. Most grasped the devastating nature of 
the condition. One of the most frequent comments was that it was very powerful or 
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compelling. Even if they did not recognize the disorder by name, they were able to 
identify with the child’s confusion and sense of helplessness. One guest in particular 
provided a new perspective on DID.  A psychologist who has worked with individuals 
with the disorder traversed the space and had the following to say afterwards:  It showed 
the anguish and the pain of the situation and was able to communicate the differences in 
the alter states. The only issue she had with the presentation was that a prominent 
personality does not come forward.  This was expected, as it is inherent in the system that 
each display needs as close to an equal footing as is possible so that every viewer can 
follow his or her own path. Essentially, each viewer chooses the prominent personality by 
deciding which personality to visit most often. The psychologist also made a comment 
about the layout of the space and how it relates to the confusion of DID patients: the 
concept of the space represents the brain, and the displays represent its windows into the 
Alters’ world. 
All in all, I consider the work a success, especially the second installation.  The 
storytelling method is held back somewhat by the format’s newness, and should improve 
as more installations of this type are constructed. Once the computer is completely 
eliminated from the visual space with the removal of the keyboard, and once people 
become more accustomed to observing the details and moving more within the space, this 
will become a far more involving and engaging means of experiencing the non-linear 
story.
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Appendix (a) Key Terms 
The following are key terms used throughout this document: 
Installation or Physical space 
The work is presented in a set space that confines the viewer and gives structure to the 
presentation of the story elements. The space also provides the viewer with the option 
of moving between physical media presenting displays that enable the interaction. 
Viewer 
The viewer is an individual moving through the physical space of the installation. The 
viewer acts as both audience and participant by watching the presented story elements, 
and indirectly controlling those elements by choosing where to move within the 
installation space. 
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DID 
DID is the abbreviation for the mental state disorder known as Dissociative Identity 
Disorder. DID, as defined by the American Psychiatric Association's Diagnostic and 
Statistical Manual of Mental Disorders (DSM-IV-TR), is a mental condition whereby 
a single individual evidences two or more distinct identities or personalities, each with 
its own pattern of perceiving and interacting with the environment. The installation’s 
story revolves around an individual developing DID. 
Composite Imagery 
The viewer’s influence on the story elements will be presented as changes to 
composite imagery. Composite imagery is consists of layers of images or story 
components blended together to produce a final visual output. 
Story Components 
Story components are individual, still, or sequential pieces of imagery interrelated 
within an overall plot. They can be combined to tell multiple stories based on the 
method in which they are combined. 
Displays 
Displays are the physical surfaces placed within the installation space upon which the 
composite imagery is exhibited. There are four displays within the installation’s 
physical space. 
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Parallel Streaming Structured Stories 
Parallel Streaming Structured Stories is a term used by Samsel et al. that describes 
many story states or paths existing simultaneously. A parallel streaming story gives the 
viewer a choice of which perspective to watch at a particular moment in time. 
Multi-linear Structured Stories 
Multi-linear structured stories, states Samsel et al., are stories capable of producing a 
vast number of outcomes controlled by a nearly constant flow of communication from 
the viewer. The constant interaction allows for subtle adjustments to the content and 
gives the viewer far greater freedom of choice. 
 
 
 
 
